The anti-Victorian reaction that developed during the first half of the twentieth century displaced Ruskin from the centre of the literary scene, making people forget that his works were still a cornerstone of literary education on both sides of the Atlantic. The rejection of his views, paradoxically, was more marked in those who had been bred on them and had greatly admired him. Joyce is a case in point. Like all modernists, Joyce read widely from Ruskin while at school, as indicated by the frequent quotations and recurrent paraphrasing from the originals in his early writings. He even 'borrowed' some passages from Mornings in Florence in one of his compositions. At the time of Ruskin's death, the young Joyce wrote a laudatory obituary entitled 'The Wild Crown of Olive'. But judging from the humorous allusions to the pompous Oxford Professor in Ulysses, 1 Joyce's youthful admiration shifted into ironic disparagement.
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What most distanced Ruskin from the new generations was his moralistic attitude to aesthetic values. Moreover, like most Victorian novelists, he enjoyed playing the Omniscient, creating an aggravating impression that his omniscience was aimed at the real and not the fictional world, often verging on the presumption of lay-preaching. In spite of its old-fashioned turn, Ruskin's reputation survived in fine arts criticism and in social studies. But not so in literature. Though men of letters held different opinions of him -Yeats, for instance, was most appreciative of his work, while Joyce, Woolf and Eliot had doubts about his artistic qualities -they all agreed that Ruskin had had his day, his diction having the flavour of moth-balls.
Even now, when his fame is again running high, one is under the impression that, in spite of the admiration and interest in the multiple facets of his world, his reputation as a creative writer is still at a low ebb. Thus, it is not an easy task to argue, as I propose to do, that Ruskin's voice was not so entirely discordant with that of modernity and that it continued to affect the evolution of literary language long after the turn of the century. In fact, one needs to refer to some recent paradigms in linguistic analysis to prove the existence of a protomodernist Ruskin, and none could be more appropriate than those inherent in Joycean grammar, for no linguistic manifesto in the twentieth century has more radically subverted literary discourse than have Ulysses and Finnegans Wake. In trying to define the workings of the Ruskinian word, I have had recourse above all to Joycean scholarship and to recent studies by J. J. Lecercle and Derek Attridge on the peculiarity of language in literature, throughout both of which Joyce plays a major role.
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The difficulty in outlining the connection between the language of modernity and that of Ruskin stems from the subtle way in which its influence can be detected. References to direct sources are fairly rare, and are usually parodic elaborations of the original rather than integrations into the new discourse. The best examples of a Ruskinian presence belong to the branch of intertextuality that Cesare Segre has defined as vischiosità, viscousness, that is to say the recreation of a stylistic atmosphere through verbal and thematic coincidences rather than by direct derivation. Once more Joyce supplies some interesting material. Some passages from The Portrait of the Artist as a Young Man indicate both a cognitive and stylistic proximity to Ruskin's work. In 1953, Charles Dougherty cited Fors Clavigera as the source of Stephen's famous disquisition on aesthetics and literary forms:
If you bear this in memory you will see that art necessarily divides into three forms progressing from one to the next. These forms are: the lyrical form, the form wherein the artist presents his image in immediate relation to himself; the epical form, the form wherein he presents his image in mediate relation to himself and others; the dramatic form, the form wherein he presents his image in immediate relation to others.
